Processional for Organ --1968 Understanding how the chorale tune and its derivations are employed is essential for an organist to select registration, change manuals, and present a sound performance. A discussion of the Six Chorale Preludes, all based on Protestant hymn tunes, follows. The main focus is on the melody and the motives derived from it, cantus firmus treatment, chorale type, and contrapuntal devices employed.
technique in the uppermost voice, preceded by a short introduction.
Pisk inserted a passing tone between the second and third cantus firmus notes of line 1 (Figure 2 ). According to Goetschius:
Although it is characteristic…to restrict the cantus firmus to the exact form of the original chorale, it is, nevertheless, both natural and desirable (especially in actual practice) to modify certain tones of the given melody by means of unessential passing-or neighboring-notes (Goetschius, 1975, p. 194) . Although the cantus firmus appears in the uppermost voice in all lines except for the last, the conclusion of lines 1 and 2 contain material introduced in a higher register (mm. 5-8 and 11-12) , derived from the opening motive of the left hand, and based on parallel thirds. Octave doublings occur in line 4 (mm. 19-24) , with the last cantus firmus line (line 6) shifting to the bass voice (mm. 24-29) to terminate the piece in a lower and more dramatic register.
The chorale structure is symmetrical, as can be observed in This choral prelude is constructed upon chromaticism in such a way that it tends towards atonality. However, the employment of a chorale melody in the strict sense of a melody chorale enables one to perceive a general sense of tonality as a result of cadence points at the conclusion of each line. The tonic of this composition is F, but the first two lines of the cantus firmus are introduced on the dominant (mm. 16-19, pedal).
When the cantus firmus shifts to the top voice, it is given in the tonic key. A deceptive cadence is reached after the statement of the fourth cantus firmus line (m. 33), and is followed by an extension to confirm the tonic.
This chorale prelude is similar to No. 2 in that the first line, or in this case the first two lines, of the hymn tune is heard in a different voice before the successive presentation of the entire cantus firmus.
The two motives in this piece appear in invertible counterpoint ( Figure   25 ), a device used to prolong the harmonic chords (mm. 1-8). This procedure can be considered a harmonic/motivic development, with the immediate repetition correspondingly transposed (mm. 1-4) and repeated (mm. 6-9). Chorale Preludes through the employment of cantus firmi, as well as
